Apollo as god of light exceeds that of Apollo the archer. In antiquity the rays of the sun could be captured and focused only to a limited degree -if very effectively, as Archimedes demonstrated to the Romans with spectacular success in 212 bc during the siege of Syracuse.
4 Now, however, the light of the sun can be combined with other kinds of light. It can be preserved on film or digitally, and it can be exhibited, either unchanged or after technical manipulation, by means of a projector or comparable device onto a screen or monitor. Consequently, from a modern quasi-mythological perspective Apollo may be linked to the new light that makes cinema possible. The shining god now takes on another important function and becomes the patron of the art of painting with light. Our term photography means "light-writing," while cinematography is "movement-writing" (and strictly speaking should be photocinematography: "light-movement-writing"). The cinema is a modern Apollonian art form, the most important heir of painting, sculpture, and literature. D. W. Griffith's Intolerance (1916) , one of the most famous and influential epic films of the silent era, was advertised as "A Sun-Play of the Ages." Film theaters and production or distribution companies frequently feature the god's name. 5 We may even apply another ancient Greek term to Apollo which expresses, quite literally, this new area of his responsibilities. This word is phôtokinêtês: "light mover." It refers to both of the crucial features that make film possible: the light, without which the camera could not record anything and without which the projector or 4 Archimedes was killed during the Romans' capture of the city. Epic cinema has paid tribute to his invention of giant convex mirrors to focus the rays of the sun onto the Roman fleet only twice: in an episode of Giovanni Pastrone's epoch-making Cabiria (1914) (1915) and as the screen's first vamp. The god who leads the Muses is even better known. Actress Barbara Apollonia Chalupiec (spellings vary) became one of the silent screen's greatest stars as Pola Negri. Her name is doubly appropriate: "Pola" from Apollo, "Negri" after Italian poetess Ada Negri.
It is a fitting serendipity that the name of the French founding fathers of film should have meant Light. The brothers Auguste and Louis Lumière began making short films lasting about fifty to fifty-two seconds in 1895.
7
A modern scholar comments:
Photography, as its name implies, is inscription by light, light that the camera receives from its subjects and retains in its pictures. And out of light the film image is twice made: light inscribes the image in the camera and light projects the image 6 Quoted from Cocteau 1992: 23, 123, and 56 (with slight corrections). That ancient poets invoked their Muse for inspiration is well-known; Homer, Iliad 1.1 and Odyssey 1.1, and Virgil, Aeneid 1.8, are the most famous instances. Ahl and Roisman 1996: 27 point out the pre-eminence of the Muse even over the poet: "As the Odyssey opens, the poet asks the Muse . . . to sing in him . . . Once the appeal is completed, the Muse's voice takes over, we are invited to believe. The poet, who appears to know the story he is prompting the Muse to recite through him, vanishes from view and does not intervene again." So, at least in traditional cinematic storytelling, the film's creator may seem to retreat in comparable fashion behind the narrative on the screen, which unfolds as if by superhuman power or magic. (Cf. my quotations from André Bazin in connection with Cocteau's Orphée in Chapter 6.) That there still is such a creator, though, I argue in detail in Chapter 1. 7 A number of the Lumière brothers' "actualities" from 1895 to 1897 are collected on the DVD The Lumière Brothers' First Films. A useful anthology of very early films, including the Lumières', is on the five-DVD set The Movies Begin: A Treasury of Early Cinema, 1894 Cinema, -1913 . Louis Lumière's famous verdict that the cinema has no future and no business potential whatever is one of the most endearing misjudgments ever made, especially poignant for coming from one of the fathers of the new medium.
4
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The light of cinema, discovered, harnessed, and presented by the Lumière brothers and their successors, instigated a profound change in Western culture -from reading stories to viewing stories, from literature to image, from linguistic text to cinematic text. As much as this was a radical break with the past, it was also a continuation of the entire tradition of human civilization. I address this topic in greater detail in Chapter 1, but it is appropriate here to quote a knowledgeable if rather rhapsodic witness who testifies to this continuity. French film pioneer Abel Gance had begun writing and acting in films in 1909 and had directed his first film in 1911.
He published an article with the prophetic title "The Time of the Image Has Come" in 1927, the year that also saw the release of his six-hour historical epic Napoleon. In his encomium to cinema Gance wrote:
In truth, the Time of the Image has come! All the legends, all mythology and all the myths, all founders of religion and all religions themselves, all the great figures of history, all objective gleams of people's imaginations over millennia -all of them await their resurrection to light, and the heroes jostle each other at our gates in order to enter . . . and it is not just a Hugoesque With his references to myths and to Homer's Iliad and Odyssey, the very beginnings of Western literature, Gance was not simply bragging about the cinema or showing off his classical erudition but rather pointing to an ongoing development in the creative arts from antiquity to his own day. His conjuring up of Sigalion and the Muses makes the point more vivid. Sigalion is the ancient god of silence. 10 Gance names him as a reminder that films at his time are silent, if with the exceptions of the intertitles that provide narration and dialogue and of the music regularly accompanying the screenings.
An ancient Greek novelist with a highly developed sense of the visual corroborates Gance's perspective when he emphasized the visual (and aural) attractions that stories held for ancient listeners or readers. Heliodorus, probably writing around 360 ad, includes a moment in An Ethiopian Story when Kalasiris, one of the novel's major characters, recounts his adventures to Knemon, a curious young man. He mentions the ritual procession which he had witnessed at Delphi, Apollo's sanctuary, as part of the Pythian Games held in the god's honor. Kalasiris omits details of the festival from his account since they are not important, but Knemon interferes:
"When the procession and the rest of the ceremony of propitiation had come to an end -" "Excuse me, Father," interrupted Knemon, "but they have not come to an end at all. You have not yet described them so that I can see them for myself. Your story has me in its power, body and soul, and I cannot wait to have the pageant pass before my very eyes. Yet you hurry past without a second thought." On Knemon's insistence Kalasiris describes the festivities and mentions a hymn that he heard sung. When he neglects to quote from it, Knemon again insists on being told more: "For a second time, Father, you are trying to cheat me of the best part of the story by not giving me all the details of the hymn. It is as if you had only given me a view of the procession, without my being able to hear anything."
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Kalasiris is forced to yield; he quotes part of the hymn and describes its musical performance. The words Heliodorus puts in Knemon's mouth are revealing. Knemon sees and hears in his mind a story he is being told only verbally, as expressions like "see for myself," "before my very eyes," and "a view of the procession" indicate. This is how all readers mentally imagine what they read. Roughly a century before Heliodorus, Lucian of Samosata had made this point in a comparison of the work of the historian and that of the sculptor:
6
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The historian, we may say, should be like Phidias, Praxiteles, Alcamenes, or any great sculptor . . . When . . . a hearer [we might add: or a reader] feels as though he were looking at what is being told him, and expresses his approval, then our historical Phidias's work has reached perfection, and received its appropriate reward.
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What Heliodorus tells us about Knemon's psychological fascination with the visual and aural sides of narrative applies to other forms of storytelling as well. In the cinema we see and hear literally and not, as in Knemon's case, only with our mind's eyes and ears. But our imagination is as strongly engaged as Knemon wants to be involved in Kalasiris' account. Modern terminology like imagination (from Latin imago, "image"), fantasy (from Greek phainesthai, "to appear"), idea (Greek for "mental picture, perception," from idein, "to see"), and aesthetics (from Greek aisthanesthai, "to perceive visually") all attest to the highly visual nature of understanding, to visual and mental ways of perception. Our expression "I see what you mean" expresses the same idea. What Knemon sees and hears while listening to Kalasiris are moving images and sequences of sound -after all, Kalasiris is describing to him something in motion, a procession. Greeks and Romans could not make motion pictures, but they could imagine them by visualizing motion in progress. In the first century bc the Roman poet Lucretius described just such a thing. His lines about visions that come to us in our dreams today reads like an ancient account of cinema -the "dream factory," as it is often called -with its forms and figures succeeding each other through dissolves or cuts:
it is not wonderful that images move And sway their arms and other limbs in rhythmFor the image does seem to do this in our sleep. The fact is that when the first one perishes And a new one is born and takes its place, The former seems to have changed its attitude. All this of course takes place extremely swiftly, So great is the velocity and so great the store Of them, so great the quantity of atoms In any single moment of sensation Always available to keep up the supply . . . And what when we see in dreams the images Moving in time and swaying supple limbs, Swinging one supple arm after the other In fluid gestures and repeating the movement Foot meeting foot, as eyes direct? Ah, steeped in art, Well trained the wandering images must be That in the night have learned such games to play! . . .
It sometimes happens also that the image Which follows is of a different kind: a woman Seems in our grasp to have become a man. And different shapes and different ages follow. But sleep and oblivion cause us not to wonder.
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The film camera records fixed images at such a rapid pace that they can be projected onto a screen in a manner that makes them appear to be moving. Earlier, the photographer's still camera, reproducing what was put before it in usually black-and-white images and with absolute fidelity, had irreversibly changed the way modern man saw the world. But the camera did not present a completely new way of seeing. That had occurred in the Renaissance, when artists prominently turned to perspective in drawing and painting. Critic John Berger comments:
Today we see the art of the past as nobody saw it before. We actually perceive it in a different way.
This difference can be illustrated in terms of what was thought of as perspective. The convention of perspective, which is unique to European art . . . , centres everything on the eye of the beholder. It is like a beam from a lighthouse -only instead of light travelling outwards, appearances travel in. The conventions called those appearances reality. Perspective makes the single eye the centre of the visible world. Everything converges on to the eye as to the vanishing point of infinity. The visible world is arranged for the spectator as the universe was once thought to be arranged for God.
According to the convention of perspective there is no visual reciprocity . . . The inherent contradiction in perspective was that it structured all images of reality to address a single spectator who, unlike God, could only be in one place at a time.
14 Berger is correct in his observation that perspective is unique to European art, but he might have pointed out that its origins are ancient, a fact not as widely known as it deserves to be. The earliest perspectival paintings were the architectural representations on the backdrop of the Athenian stage, the skênographia that had been introduced by Sophocles in the fifth century BC. The first painter of perspectival skênographia is said to have 15 The camera is both new as an advanced technical instrument and traditional in its reproduction of perspective and in the artistic composition of images that perspective demands. The film camera is the best means to put before our eyes realistic-looking images that tell stories and are at the same time artistic compositions.
The perspective in a painting or photograph, at which a viewer is gazing from a distance, literally by being placed at some remove from the image itself and figuratively by being completely removed from the scene being presented, prepares the way for a quasi-divine perspective that is to come with images that move and tell stories. The film camera can show us everything either subjectively from the point of view of characters or (apparently) objectively. It may be detached from individual characters or from the story, appearing to be omniscient as from God's -or a god'ssuperior position. Hence the recourse in films to the device of the omniscient narrator, who serves a function parallel to that of the divinely positioned camera. The perspective in painting and still photography prepares us for the power of perspective in motion pictures, which also work through a single-eyed gaze. But since film images move, the quasi-divine power to change the place of looking by means of camera movements, dissolves, and cuts introduces a new element, that of time passing. About the still camera as an intermediate stage between painted and moving images Berger goes on to observe:
After the invention of the camera this contradiction gradually became apparent. The camera isolated momentary appearances and in so doing destroyed the idea that images were timeless . . . the camera showed that the notion of time passing was inseparable from the experience of the visual (except in paintings). What you saw depended upon where you were when. What you saw was relative to your position in time and space. It was no longer possible to imagine everything converging on the human eye as on the vanishing point of infinity . . . Every drawing or painting that used perspective proposed to the spectator that he was the unique centre of the world. The camera -and more particularly the movie camera -demonstrated that there was no centre.
The invention of the camera changed the way men saw. The visible came to mean something different to them.
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In 1928 Abel Gance had already commented on the novelty of moving images and their impact on people's ways of perception:
15 Vitruvius, On Architecture 7 Preface 11, attributes the discovery of fifth-century painting in perspective to Agatharchus, a somewhat problematical dating. in a famous image when a camera lens appears superimposed on a closeup of a human eye; it is impossible to separate the one from the other (Fig. 1) . Decades later director Federico Fellini was to observe: "the camera is just my eye." 20 In 1924 Vertov made a series of four documentaries which he titled Kino Glas: "Cinema Eye." The sensory exploration of the world that Vertov mentions is the chief purview of art, as it has always been. In antiquity such exploration was often but not always divided: either word or image, but not both simultaneously -except in the theater, which combined the visual and the verbal. Our word theater comes from the Greek theatron ("viewing space") and is based on the verb theân ("to see" or "look at"); our term drama is a Greek noun and derives from drân ("to do," "act"), a reference to the actors' movements on stage. (Latin actor literally means "doer.") The chief modern viewing space for actions is the cinema with its theater (and now home theater). It combines the visual 20 Quoted from Stevens 2006: 638.
